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INTRODUCTION
Tapestry is a dream hung on a wall. If, at
the origin, the mission of tapestry was to
warm high stone walls and to partition and
decorate vast chateau halls, it was also to
sustain the heart, distract the spirit, and
to charm the eye; today still, loyal to this
tradition, the best tapestry is that which
. . . suggests and brings to life the dream
of him who conceived it. I
My work is a reflection of my personality, my
experiences and my exposure to the environment and
society around my being. It is a culmination of my
prior education and a continually expanding horizon of
newly acquired knowledge, insights and perspectives. I
can only attempt to acknowledge the selection of media
and subject matter by stating, that tapestry is what I
feel most compelled to create and is the means of expres
sion by which I receive the most personal satisfaction.
My work is an attempt to reach my ideal of perfection, a
vision of excellence in weaving, a goal I will reach.
At one time, I felt a Fine Arts thesis should be
a final statement. My final statement will not be reached;
my challenge will be presented. It is a working thesis
documenting my progress to date.
Ijeppson Galleries, Washington, D.C; Murals of
Wool, (New York: Jeppson Galleries and French Co. , I960) .
PURPOSE OF THE THESIS
The purpose of this thesis is to create several
figurative tapestries, exploring the relationship between
weaving and painting. As a weaver, I will approach warp
and weft threads much like a painter approaches the
composition of canvas in terms of color, form and texture.
Rug, tapestry and other fiber techniques will be employed.
OBJECTIVES OF THE THESIS
By means of study, painting and weaving, I am
seeking to achieve a personal and significant style of
woven tapestry.
I have not bound myself by traditional approaches
to weaving tapestry. I have assumed all of the assigned
roles designated by the historical tapestry factory: the
director, the directing artist, the artist-weaver, the
weaver and the apprentice. The guild regulations,
that dictated all matters concerning the production of
tapestry do not effect me. However, the documentation
has enlightened my work, as I have sought to utilize some
of the cartoon drafting devices and weaving techniques
that will advance my style.
I am concerned with creating a two-dimensional,
woven, figurative piece of fabric. The choice of tech
nique and fiber and the arrangement of color, line and
form are my tools. Each finished piece originated as a
painting, then was woven into fabric. The painted cartoon
was not imitated in fiber, but rather used to enhance
the inherent qualities of weaving.
THE ART OF TAPESTRY
Tapestry has been termed "painting in textile
fabric". 2 It is a form of weaving achieved when colored
weft threads are interlaced over and under either verti
cally or horizontally stretched warp threads, creating a
patterned fabric. Each weft color is passed back and
forth only over that area of the warp where the pattern
requires its color. In the traditional approach, weft
threads are packed closely to the warp leaving only the
weft pattern visible.
Tapestry originated as a weaving technique; a
means of creating a weft-face patterned fabric. The
Gothic Period of the Middle Ages expanded this definition
to include the finished art form. With this, a style of
weaving tapestry developed. Sensitive to the media,
weavers devised new techniques and theories of color to
embellish the woven surface. During the Renaissance, the
art form gained precedence over technique. "Tapestry
became a medium through which the painter's art, translated
into a cartoon and then woven, was reproduced. By the
2Eugene Muntz, A Short History of Tapestry.
(London: Cassell and Co., Limited, 1885), p. xi.
Eighteenth century the tapestry had become a woven pic
ture within a woven frame, over-refined in both material
and technique. The weaver's art became completely subor
dinated to the iconography of the tableau and to what we
consider today to be the decadence of perspective. "5
Interest in weaving tapestry declined, and its importance
as an art form almost died. Through the efforts of Jean
Lurcat, in the twentieth century, a revival of tapestry
began. He utilized both Gothic techniques and their
sensitivity to media in creating contemporary works.
Today, the definition of tapestry has been liberated to
include diverse constructions of art fabric. The materials
and techniques reflect the technological age.
^Mildred Constant ine and Jack Lenor Larsen, Beyond
Craft i The Art Fabric. (New York: Van Nostrand Reinhold
Co., 1972), p. 44.
THE DEVELOPMENT OF TAPESTRY AND TECHNIQUE
The desire of weavers to create compositions in
fiber has been documented throughout the development of
civilization. I wish to acknowledge the historical and
contemporary developments of technique and concept which
have influenced my work.
The civilizations of "Babylon the Great, Egypt
under the Pharaohs, Greece in its heroic times, Rome
under the Emperors, and India and China of the Far East,
. . . all knew the arts of dyeing and weaving, of using
the materials that we employ today, and of introducing
figures, symbolic, geometric or realistic into the
composition. "4 It was their early beginnings that laid
the foundation for what is considered the most important
period in the development of tapestry: the Gothic Golden
Age.
"In the rigorous Gothic vision, tapestries
revealed an aspiration for purity, innocence, candor,
spiritual values and rudimentary technique. They were
strictly bi-dimensional. As only a few colors were used,
there was an absence of perspective and tonal shadings.
^Helen Churchill Candee, The Tapestry Book. (New
York: Tudor Pub. Co., 1912), p. 18.
No attempt was made to camouflage the wool, the material
itself had substance and was felt. "5 Painted cartoons
were executed especially for their translation into fiber.
Emphasis was placed on weaving; the weaver composed the
work of art, while the painter acted as his illustrator.
Tapestries were woven on two types of looms: haute-lisse
(vertical looms) and basse-lisse (horizontal looms).
Works woven on haute-lisse were
considered*
superior, for
the construction of the loom allowed the weaver to view
the work in progress. Tapestry was usually woven at a
right angle to the loom, producing bands of horizontal
ribs in the weave. This approach was considered advan
tageous, for the horizontal ribs acted not only as a
structural support in the hanging of the finished work,
but as a device in unifying the design, by it contrast
to the vertical picture plane.
Texture was perhaps the most outstanding quality
of Gothic tapestry. It was not achieved by means of
tactile surface treatment alone. The rich use of color
contrast, and the superior handling of rib, hatching and
slit placement produced texture. As the weft fiber covers
the warp, ribs were automatically made by the weave and
were used for areas of highlight. Middle tones were woven
^Jeppson Galleries, Washington, D.C, Murals
of Wool.
8by hatching contrasting colors. Hatching was achieved
"when a tone or color passes into another, instead
of making the margin between them a straight line, it
is modified into an irregular sawtooth, or better, comb
edge. Thus there is a zone with the two tones alter
nating, the relations of the width and length of the
tongue and groove strips varying constantly in order
to avoid a mechanical regularity and to diminish the
conspicuousness of the device."" The power of hatching
is the way in which it contrasts the round relief of
the rib with the flat color effect of hatching. Holes
in the fabric, known as slits, were employed as a
drawing device to create shadow. In the weaving of
flesh tones, especially facial features and hands,
groups of diagonal slits were often used.
The number of colors introduced into each
tapestry was limited. However, the careful placement
of color and the blending of the colored threads
together, by means of twisting or plying, provided an
almost unlimited color scheme for the weaver.
"During the changes caused by the intrusion of
the Renaissance spirit into art, a purely technical
change was also at work which was to modify the entire
^Phyllis Ackerman, Tapestry: The Mirror of Civili-
zation, (New York: Oxford University Press, 1933), p. 308.
concept of tapestry. ? .painting took pride of place.
... in a certain sense, a story of ever increasing
ascendancy of the painter over the weaver. From being
a free and creative art, as in its great Gothic days,
tapestry making sank to the rank of first interpretative
7
and then of an imitative art." The intrinsic qualities
of weaving were lost. Cartoons were designed without
any concession for the medium in which they were to be
executed, weavers learned to paint with bobbins, and
hatching techniques were lost with the introduction of
hundreds of new chemical dyes. Tapestry lost its
expression as a pure art form which it did not regain
until the twentieth century.
It has been suggested by Tadek Beutlich, the
author of The Technique of Woven Tapestry, that the
reason for the revival of tapestry in the twentieth
century was related to a reaction against the Industrial
Revolution and mass production. In the late 1900' s,
William Morris, the English painter, poet, craftsman,
lecturer and militant pamphleteer strongly called for
a re-evaluating of the arts and crafts. He deplored the
lower standards of mass produced goods, and the use
of art for the few. He called for a unification of
'Pierre Veret, et al., Great Tapestries: The Web
of History from the 12th to the 20th Century, ed. Joseph
Jobe, (Switzerland: Edita S.A. Lausanne, 1965), p. 78.
10
all of the arts and crafts, so that they might enrich
the everyday environment.
Later, in Germany, groups who were involved in the
arts united to form the Werkbund and then the Staatliches
Bauhaus. Together, they worked to create an honest rela
tionship between industry and the arts. New technological
advancements presented a challenge to the artists and
craftsmen. A working harmony of technology, function, and
form was established.
In 1915, Jean Lurcat, a French painter began
experimenting with surface embroidery. He discovered that
it was essential for the artist (designer) to understand
the medium in which the work was to be executed. Embroidery
led to his interest in tapestry and tapestry techniques.
Acquiring weaving knowledge, he designed cartoons for
tapestry that were woven by Francois Tabard. Lurcat
believed that tapestry was essentially a mural object,
meant to function with architecture. The works displayed
a limited color palette, and a strong influence of Gothic
approach and technique.
Following World War II, tapestry regained its
expression as a pure art form. A new direction, "Art
Fabric" was found. "The development of Art Fabrics is
so recent and so varied that they defy classification
into the accepted disciplines. . . . They (the artists)
have molded and extended the meaning of their medium and
11
transcended technique and materials; they have liberated
their work from the traditional. . .
Finally, and perhaps most important, the recent
developments in fiber have united the role of the artist
and craftsman. It was well stated by Walter Gropius in
the Bauhaus Proclimation when he said, "Architects,
painters, and sculptors, we must all turn to the crafts.
There will be no 'professional art'. There is no essen
tial difference between the artist and the craftsman; the
artist is a craftsman raised to a higher power. "9
Constantine and Larsen, Beyond Craft, p. 7.
9lbid, p. 17.
THESIS WORK
My interest in figurative tapestry began prior to
commencement of the thesis work. Preliminary cartoons
had been approached in various ways: direct drawing on
warp threads, line drawings, and colored pastel drawings.
At this time, I experimented with traditional and other
fiber related techniques. I was not pleased with the
final images, but felt accomplishments in the selection
and use of techniques. I have always considered good
craftsmanship essential, and have constantly strived to
improve this quality in my work.
Having examined my earlier involvement with figura
tive tapestry, I decided that my thesis work should con
centrate on developing the woven image. Since historical
tapestries had been designed by painters, I decided to
begin painting my own cartoons. My main concern was not
with the subject matter itself, but with the compositional
arrangement of line, color and form and its translation
into fiber. The actual painting and weaving were a means
to an end.
My work has been influenced by research and admir
ation of the work that has been created by other artists.
I respond to the two-dimensional painted surface and the
12
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use of figurative subject matter. The work of Henri
Matisse and the weavings of Dorian Zachai have been an
inspiration and a source of reference. In style, I am
my own person, and have sought to establish a signifi
cant statement.
YOU'LL LIKE MY SISTER
The cartoon was executed in acrylic paint on a
stretched canvas, with the purpose of designing a com
position which would lend itself to the loom. For this
purpose, I simplified the figure, limited the tonal
shading of the flesh, and directly applied the paint to
define each color area. For decorative effect, design
was introduced in the costume.
Interpretation of the cartoon directed my selec
tion of fiber and technique. Mohair, cotton boucle, wool
roving and assorted wool yarns were selected for the
palette. A natural pearl cotton yarn was used for the
warp. To increase the field of vision as the work
progressed, I dressed a haute-lisse loom. A line drawing
of the cartoon was made and placed behind the warp, to be
used as a guide for the weaving.
I increased the length and width of the tapestry
to allow for the stretching and framing. Tapestry
finishing is not usually handled in this manner, but due
to the size of the work I felt it would make a better
visual statement. I feel that most small woven pieces
appear to float when hung on a wall; the frame serves
to relate both.
The piece was approached in low bas-relief.
Soumak, rya knots, and flossa knots were used to produce
14
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a sculptural effect. Various yarns were combined and
woven as one. Flat areas were created by passing the
weft over and under groups of two warp threads. When
the design necessitated, warp threads were treated
singularly. The piece progressed by means of section
weaving; shapes that curve inward were woven first,
followed by shapes that curve outward. This type of
weaving produces slits in the fabric which are sewn
together after the piece comes off the loom.
With the weaving completed, warp ends were sewn
in, slits were mended and corrections in design were
done by hand. The finished tapestry was steam pressed
on the reverse side, stretched on a frame, and finished
with wooden lattice.
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WOODY 'S GIRL
Painted with acrylic on a stretched canvas, the
cartoon was conceived and constructed with an awareness
for fiber adaptation. Excited by decorative design, I
introduced pattern to the background of the composition.
A line drawing was made to act as a guide for the weaving.
A 10/2 natural linen warp was cut ,, allowing for
additional length and width to be woven for finishing
purposes. I rejected using a pearl cotton warp, as I had
experienced excess slipping of the weft with its use.
Assorted wools of various weights and ply were used for
the weft.
I chose to dress a basse-lisse loom; its four
harness construction provided the flexibility of treadling
different weaves. Facial features and flesh tones were
woven in the traditional technique; the weft passed over
and under each warp thread. The remainder of the tapes
try was woven with the weft passing over and under groups
of two warps, only differing when the design necessitated
the use of one thread.
My approach to the weaving of Woody 's Girl was
influenced by Gothic tapestry technique. I adhered to
the method of weaving the composition at a right angle to
the loom, but preferred to work with the front side of the
18
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tapestry up. The surface was woven bi-dimensional,
emphasizing the horizontal ribs of the weave and the
hatching of middle tones.
The method of section weaving produced slits in
the fabric which were sewn together after the tapestry
was removed from the loom. Alterations in the design
were hand woven with a needle. After warps ends were
sewn in, the tapestry was blocked, stretched and framed
with a wooden lattice.
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PORTRAIT IN RED
The cartoon for Portrait in Red was executed in
acrylic paint on a stretched canvas. Working with closely
related hues, I tried to clearly define each color shape
to facilitate the weaving. As seen in Gothic tapestry
design, a bold line was used to outline the figure. A
wide border was introduced to function as a visual frame
for the tapestry.
Prior to weaving: a natural 10/2 linen was warped
and dressed on a haute-lisse loom, assorted weft wools
were selected, Mexican hand spun wool was dyed, and a
line drawing of the cartoon was made.
I had encountered difficulties working with the
composition at a right angle to the loom so I resorted
to weaving the composition upright. The warp was threaded
and treadled so that each weft shot would pass over and
under groups of two warp threads. This was an important
consideration for achieving a weft-faced fabric using
the Mexican handspun wool as weft.
I approached the selection of technique with a
heightened interest in the utilization of hatching. A
majority of the figure was woven with this device. By
means of section weaving, slits were created in the
fabric; where shadows were sought, the slits became an
intrinsic part of the design. A common warp thread
22
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joined the background with the border. The application
of this technique, known as dovetailing, structurally
joined the fabric together.
When the weaving of the tapestry was completed a
minimum of hand work was needed. Large slits were sewn
together and flat metal rods were encased at the top and
bottom of the piece. Metal rings were added to the back
hem as a hanging device.
ft M
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SUMMER'S END
The cartoon was conceived and executed in the same
manner as the preceding works.
The tapestry was woven on a basse-lisse loom, front
side up with the composition parallel to the loom. An
8/5 natural linen was selected for the warp, and assorted
weight wools of various color and ply were woven in the
weft. The use of traditional tapestry weave produced
vertical ribs on the surface of the fabric.
Portrait in Red (executed in the studio on campus)
and Summer's End (woven at home) were completed during the
same period of time. Hatching technique was prominent in
both pieces, but handled somewhat differently. In the
former, hatching was used to join areas of color, creating
the middle tones. In Summer's End, I expanded the prin
ciple of the technique to produce the illusion of blended
color. This effect was achieved by hatching: when two
different colors were interwoven at intervals.
Lines were created with soumak and twining tech
nique. Section weaving produced slits in the fabric, some
of which were left unsewn in the finishing for shadow effects.
Once off the loom the undesirable slits were sewn together.
The tapestry was blocked by means of securing it to a
flat surface and spraying it several times with a fine
water mist. A frame was designed for stretching and display.
26
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CONCLUSION
The thesis has established the direction that I
will pursue with further figurative tapestries. Painting
will continue to precede the weaving. I found that paint
ing enabled me to solve many of the compositional problems.
The flexibility of applying paint and the spontaneity of
altering its application provided the means for experi
menting with the arrangement of line, color and form; a
freedom alien to weaving.
I preferred weaving on a haute-lisse loom with
the composition right side up and parallel to the loom.
This aided in the visual interpretation of the cartoon
and facilitated weaving of the tapestry. Being somewhat
of a purist, I selected all natural fibers for the warp
and weft.
Gothic tapestry techniques (ribs, slits, and
hatchings) and other fiber techniques (soumak, rya,
flossa knots and twining) provided the means for creating
the woven tapestries. Each technique produced a specific
effect and/or function; the application of the techniques
to form a woven image continually challenged my creative
energy.
29
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